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center,	 others	 the	 phrase	 and	 forces	 the	 bassoon	 to	 align	 with	 the	 piano,	 representing	 the	
heteronormative	 discourse.	 This	 is	 further	 evidenced	 by	 the	 dynamic	 structure.	 When	 the	
bassoon	tries	to	carry	the	tune	initially,	it	is	marked	forte	and	très	chanté.	However,	this	queer	
consequent	places	 the	bassoon	at	 the	 same	dynamic	 level	 as	 the	piano,	which	has	 remained	
unchanged,	showing	a	shift	of	importance	for	the	bassoon	line.	This	same	structural	imbalance	
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This	 shift	 is	 hinted	 at	 through	 the	 use	 of	 D-flats	 and	 E-naturals	 throughout	 the	 measure,	
specifically	 the	 juxtaposition	 of	 the	 piano’s	 arpeggios	 and	 the	 bassoon’s	 answer	 to	 the	 oboe		
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listener	by	setting	up	an	ambiguous	 tonal	harmony,	only	 to	 relax	 it	with	a	very	clear	F	major	













bassoon	solo	 (rehearsal	5)	and	 the	ending.	 	On	a	micro	 level,	however,	 the	 individual	phrase	
structures	 also	 skew	minor	 before	 being	 “corrected.”	 It	 is	 in	 this	 “correction”	 that	 the	 camp	
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minor	 mode	 to	 take	 over,	 thus	 altering	 the	 discourse.	 As	 autobiography	 is	 present	 in	 the	
movement	as	outlined	above,	it	is	possible	then	that	this	ending	is	also	autobiographical.	Every	






two	kinds	of	 camp.	 In	 the	Presto,	 camp	 is	humorous	and	 frivolous,	much	 like	 the	voyou	 trait	
Rostand	identifies.	Musically,	Poulenc	uses	a	play	on	Haydn’s	conventional	forms	to	express	a	
juxtaposition	 of	 discourse	 between	 the	 heteronormative	 narrative	 and	 the	 gay	 political	
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CHAPTER	5:	CONCLUSION	
	
The	overarching	form	of	Poulenc’s	Trio	provides	a	setting	for	the	elements	of	camp	to	be	
brought	to	the	forefront.	Throughout	each	movement,	Poulenc	infuses	the	work	with	what	
would	become	his	trademark	brand	of	humor,	which	masks	the	subversion	of	the	
heteronormative	narrative,	as	seen	in	the	harmonic,	melodic,	and	episodic	juxtapositions	
throughout	the	work.	Particularly	humorous	(and	campy)	is	the	way	that	Poulenc	asserts	the	
Trio	is	modeled	after	revered	models	when,	in	reality,	it	is	not.	By	masking	the	queerness	of	the	
Trio’s	discourse	with	supposed	nods	to	Haydn	and	Saint-Saëns,	Poulenc	comments	on	those	
models	as	a	high	heteronormative	standard	and	attempts	to	elevate	his	work	publically	to	that	
level.	This	artifice	of	stature	is	not	required	of	the	piece	and	indeed	Poulenc	does	not	subject	
the	piece	to	this	kind	of	ex	post	facto	legitimization.	The	Trio	is	not	simply	a	piece	of	chamber	
music	modeled	after	great	masters,	but	is	instead	Poulenc’s	attempt	to	codify	a	style	of	
chamber	writing	that	spoke	to	his	emotional	being.		
The	use	of	camp	throughout	the	work	even	questions	the	very	constructions	of	chamber	
music	as	a	genre.	Much	as	Aubade	is	a	“choreographic	concerto,”	the	Trio	is	essentially	a	stage	
work	for	instruments,	full	of	similar	sorts	of	theatrical	elements	as	the	ballets	and	operas.	
Unlike	his	previous	pieces	for	winds,	the	Trio	utilizes	the	instruments	more	as	characters.	Each	
instrument	assumes	a	particular,	functional	role:	the	piano	is	read	as	the	heteronormative	
narrative	for	the	ways	in	which	the	instrument	leads	and	“corrects”	the	formal	structure;	the	
bassoon	is	the	gay	commentary	which	alters	and	attempts	to	undermine	the	heteronormative	
discourse	through	a	variety	of	means;	and	the	oboe	is	the	intermediary	between	the	two,	often	
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attempting	to	realign	the	bassoon’s	deviation	from	the	heteronormative	narrative	in	an	
attempt	to	“correct”	it.	
The	camp	elements	that	are	present	in	this	overall	discourse	serve	to	highlight	
particularly	exaggerated	instances	of	juxtaposition	or	humor.	For	Poulenc,	the	exaggeration	
comes	from	the	ways	in	which	the	narrative	is	affected.	In	essence,	the	more	elements	that	are	
manipulated	or	altered	against	the	heteronormative	discourse,	the	greater	the	exaggeration.	
Consider	the	introduction	of	the	Presto:	the	piano	outlines	a	minor,	sharply	accented,	drawn	
out	and	lugubrious	piece	of	narrative	which	is	rejected	by	the	bassoon.	The	minor	tonality	
becomes	major,	accents	become	staccatos,	long	notes	become	frenetic	trills	and	flourishes.	All	
of	this	is	presented	in	recitative	style,	a	device	which	Poulenc	would	later	use	in	his	operas	to	
exploit	moments	of	gender	expression,	autobiographic	love	which	can	not	be,	and	the	conflict	
between	morality	and	sexual	desire,	themes	which	are	omnipresent	in	his	trilogy	of	operas.	
These	episodes	constitute	camp	by	virtue	of	their	double	meaning	as	stylistic	trait	and	
subversive	alibi.	
The	implications	of	the	camp	elements	identified	in	the	Trio	bridge	two	gaps.	First,	
absolute	music	has	been	mostly	excluded	from	the	larger	discourse	on	camp.79	The	foundations	
of	modern	camp	scholarship	rely	heavily	on	a	visual	component	to	inform	camp.	Ballet	and	
opera	also	rely	heavily	on	the	visual	element	as	a	crucial	element	of	the	art	form.	However,	an	
alternate	reading	of	camp,	as	presented	in	this	document,	presents	camp	as	a	broader	
																																																						
79	Susan	Sontag’s	claim	that	absolute	music	is	“contentless”	and	thus	not	applicable	permeated	
the	discourse	for	several	decades.	See	Sontag,	“Notes	on	Camp,”	104.	
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juxtaposition	and	commentary	of	social	expectation	which	does	implicate	absolute	music	as	a	
potential	camp	subject.		
Second,	the	Trio	connects	the	two	other	major	works	from	this	period,	solidifying	camp	
as	an	aesthetic	of	Poulenc’s	compositional	style	overall	rather	than	simply	an	attribute	of	his	
ballet	music	or	his	later	operas.	The	Trio,	though	published	and	premiered	in	1926,	was	started	
as	early	as	1924	during	the	time	Les	Biches	was	running	at	the	Ballets	Russes	in	Monte	Carlo.80	
The	Trio	was	written	and	premiered	three	years	prior	to	Aubade	and	posseses	a	different	kind	
of	camp.	The	trajectory	of	camp	in	the	latter	part	of	Poulenc’s	early	period	also	aligns	with	his	
personal	experiences.	By	Les	Biches,	Poulenc	was	enjoying	a	successful	partnership	with	Serge	
Diaghilev	and	the	Ballet	Russes,	elevating	his	status	as	a	composer.	During	the	period	of	the	
Trio,	Poulenc	began	an	affair	with	the	painter	Richard	Chanliere	but	proposed	marriage	to	his	
(female)	childhood	friend,	Raymonde	Linnosier.	The	Trio	was	composed	at	the	beginning	of	the	
relationship	with	Chanliere	and	as	such	Poulenc	had	not	yet	had	to	grapple	with	the	realities	of	
being	secretly	gay	in	French	society.	The	realities	of	his	queerness	are	expressed	through	the	
seriousness	of	the	camp	elements	in	Aubade.	The	comparison	of	the	Trio	and	Aubade	parallel	
the	emotional	states	Poulenc	traversed	during	his	formative	period,	both	compositionally	as	
socially	as	a	gay	man.		
This	stronger	link	between	camp	pieces	in	his	early	period	as	well	as	the	camp	
associated	with	the	operas	of	his	late	period	suggest	that	camp	is	present	as	an	aesthetic	
																																																						
80	Letters	from	Poulenc	to	André	Schaeffner	and	Charles	Kœchlin	dated	at	various	times	in	1924	
speak	of	the	Trio	as	does	an	advertisement	in	The	Chesterian.	See	Carl	Schmidt,	The	Music	of	
Francis	Poulenc	(1899-1963):	A	Catalogue	(Oxford:	Clarendon	Press,	1995),	130–131	for	a	
complete	listing.	
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subscription	throughout	Poulenc’s	major	compositional	output.	By	contextualizing	the	Trio	as	a	
camp	subject,	it	can	be	understood	that	a	reading	of	Poulenc’s	style	is	one	that	comments	in	a	
subversive	way	on	a	heteronormative	narrative	through	the	use	of	humor,	irony,	exaggeration,	
and	theatricality.	While	these	elements	permeate	the	discussion	of	Poulenc’s	overall	style	as	a	
composer,	they	are	also	alibis	that	Poulenc	uses	to	change	the	conventional	narrative	in	a	queer	
way.	
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